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Organizations are most of the time, distinguished by their identities and 
consumers decide on a product or a service according to an organizations 
identity and structure. An organization may reflect its identity in many 
ways but a trademark is the most economic and clearest way o f declaring 
what the organization stands for. It is a visual statement and may give a 
concise message about the organization. So trademarks have to be custom 
designed in order to give the correct message and desired image. Here 
graphic design becomes essential. For visual definition of an organization, 
a designer’s task is to organize the visual elements by utilizing some 
design issues. These design issues are utilized to reach unity in the visual 
forms. In terms of corporate image, a unique trademark will contribute to 
convey a unique corporate image. Unity is essential for all "visual 
organizations". W hen we consider a trademark as a visual statement 
within "corporate design", its articulation becomes essential. The wrong 
usage of a trademark may cause various damages on corporate image. By 
utilizing the design issues the trademark can be analyzed both as a 
separate entity and also in terms o f corporate design. The analysis o f a 
trademark in corporate design will prove to be succesful in conveying the 
desired image and may contribute to maintain the conveyed image.
Keywcscds: corporate image, corporate identity, trademark, design issues
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Şubat, 1993
Kurumlar çoğu zaman kimlikleri ile birbirlerinden ayrılırlar ve müşteriler bir 
ürün veya hizmet üzerindeki seçimlerini kurumlann kimliklerine ve bünyelerine 
göre yaparlar. Bir kurum kendi kimliğini birçok yollarla yansıtabilir; fakat 
amblem firma standartlarını belirtmenin en ekonornik ve net yoludur. Amblem 
görsel ifade biçimidir ve çoğu kurum hakkında açık ve kısa mesaj verir. 
Dolayısıyla amblemler doğru ve istenilen mesajı vermek üzere firmalar için özel 
tasarlanmahdrrlar. Burada amblemin grafik tasarımı önem kazanır. Bir 
kurumun görsel olarak tanımlanması için tasanmcınm görevi bazı tasarım 
kriterlerini kullanarak amblemin görsel elemanlarmı organize etmek ohnahdır. 
Bu tasarım kriterleri görsel formlarda bütünlük sağlamak için kullanılırlar. 
Kurum imajı olarak, tutarh bir amblem ve bilinçh kuUanım, iyi bir kurumsal 
imaj oluşturmaya katkıda bulunur. Görsel ifade biçimlerinin bir bütün olarak 
algılanabümeleri için görsel elemanların, bazı tasarım kiterleri gözönünde 
tutularak tasarlanması esastır. Kurum kiınliği tasarımı çerçevesinde amblemi 
görsel ifade biçimi olarak kabul ettiğimizde, amblemin kuUanınu bütünlük 
teşkil etmelidir. Amblemin yanlış kullanımı, kurum imajı üzerinde çeşith 
tehhkeler doğurabilir. Tasarım kriterlerini kullanarak amblem, hem ayn bir 
birim olarak tasarım açısmdan, hemde kurum kmiliği tasannu açısmdan bir 
bütün olarak algılanması incelenebilir. Kurum tasannu kapsanunda amblemin 
analizi arzulanan imajın ifade edümesinin başansmı inceler ve ifade edilen 
imajm muhafaza edilmesine katkıda bulunur.
Anahtar Kelimeler: kurumsal imaj, kurum kimhği, amblem, tasanm kriterleri.
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1 INTRODUCTION
Today's competition and information age has produced great change in 
the global economic, political, social and m arket environm ents. 
Organizations explore new markets and new communication objectives 
related to the influences of new trends. In this effort they tend to modify 
their strategies, marketing policies and as a result, their corporate 
images. Companies that are competing in the market are evaluated by 
their sales and profit. W ith the maturing age o f competition and 
information people have grown accustomed to rely on information to 
make important decisions in their hves. The reliability and the quality 
of goods are the main data and pmchases are based on information. A  
consumer may also decide on a product or a service according to his or 
her experiences or the reputation of the manufacturer in terms of 
company image. So the success or failure o f an organization is 
determined by the conveyed positive or negative company image. 
Corporate image is important for organizations in  order to sell their 
products and to keep and improve their market share. So the problems 
such as the kind o f image that matches the organization, and how an 
organization can estabhsh and maintain a desired company image are 
extremely important. There are many different ways to establish a 
desired image. But the important issue is to convey a unique and 
consistent company image. Like individuals, all organizations have 
identities, and additional multi-faceted structures. Company identities 
and structures may change according to the operational field, product, 
management and marketing policy. So, complex corporate identity
programs are developed for different structtired companies. During the 
post war years, corporate identity programs were intended to 
differentiate the organizations among the competitors to reach a 
commercial success. But it was realized that the projection o f the 
com pany’s identity and a well established structure is also a 
promotional tool to have a good reputation among the consumers, by 
utilizing concise visual statements in terms o f graphic design. The 
utihzation o f visual statements is seen when companies try to match 
their products and services to their identities. So graphic design 
becomes essential for comparues that are trying to convey a positive 
corporate image. For companies, a trademark is the most economical 
and the clearest way o f declaring what the company standards are, and 
what they offer to consumers. A trademark is the most visible device o f 
an organization and is also a visual statement which gives a concise 
message. A trademark may also tie together the company's divisions, 
different products and services. The conscious repetition  o f a 
trademark will convey a unique and consistent company image. There 
are many techniques to create a trademark as a visual statement. But 
the first important issue is to create a visually organized and unique 
trademark. A  trademark which is not visually well organized may 
convey different images instead of desired image. There are some 
design principles that can be utihzed when analyzing a trademark to 
prove its visual success, such as projecting a unique company image. 
Some companies pay little attention to their images. Even a positive 
company image may he obsolete by the fast developing social, culture 
and market environments. This research intends to search through the 
basic criteria of conveying a corporate image and to analyze an existing 
trademark in terms o f graphic design principles. The effects o f a 
positive image requires a long period, and in case o f a negative image.
the correction of it will also need a substantial time and budget. So a 
company has to pay attention to certain criteria when trying to convey a 
positive image. The topics of this research were compiled according to 
some criteria of establishing a positive corporate image.
For this aim the second section of this research will define the terms 
"corporate identity", "corporate image" and the term "trademark" by 
locating them in, image conveying process. There will be also a concise 
methodology for the image creation process.
In the third section, different kinds o f company identities namely 
M onolithic, Endorsed and Branded will be discussed. Corporate 
identities may vary according to a company's' structure, marketing 
policy and philosophy. Although there can be no definite border between 
identities, the major ones will be discussed separately.
The fourth section will provide information about different approaches 
o f reflecting the identity. These approaches may change according to 
desired company image, in terms o f company image some examples 
will be stated.
Fifth section is the analysis phase o f an existing trademark. In this 
section, three major kinds of trademarks and design issues o f analysis 
phase will be examined. By utilizing some design issues the trademark 
will be analyzed as a separate entity. Furthermore, the trademark will 
also be analyzed by utilizing some o f the similar design issues as an 
elem ent w ithin the concept o f "corporate design". The criteria 
mentioned in  this research intends to contribute and convey a desired 
positive organizational image. The analysis phase o f an existing
tradem ark by Kuwayama’s corporate design criteria as well as 
utilizing some design issues will help to understand the corporate 
image and clarify how the company image is perceived by the public 
and the viewers .
2 ESTABLISHING A POSITIVE CORPORATE IMAGE
"The term design has been used to designate items that would 
previously have been classified as "art and craft". These items 
now form part o f the large area covered by the term, "Design".
This refers to industrially produced objects for which the 
m aker has only created instructions concerning the 
appearance, the actual production being turned over to others 
in a factory. Thus factory production could be said to have 
fathered what we now call the designer" (Hefting, 1989).
The term “design” came to be used as many commercial organizations 
and companies begin to restructure their organizations during the post­
war economic boom. Advertising agencies were called to convey an image 
o f a new company structure. The designers participated with corporate 
boards to produce a well-defined identity for the companies. The term 
"designing a corporate identity" was originally used to express visual 
aspects of the restructuring of commercial organizations. It stayed in  the 
field o f graphic design as a professional term. One o f the earliest 
examples of an established corporate identity is AEG. At the beginning o f 
the century the first steps of the company’s image was developed. (Fig. 
2.1.)
AEG Trademark by Franz Scwechten 1896
Peter Behrens, 1907 Peter Behrens, 1908 Peter Behrens, 1908
A E G  A E G
Recent trademark examples of AEG.
Fig. 2.1. The historical development of AEG’s trademark
"In 1907 they asked Peter Behrens to develop a well-designed 
corporate identity for them that would be recognized in their 
buildings, products and advertising. What is extraordinary is 
that this was not immediately taken up by other firms; 
presumably its significance was not yet appreciated. Although 
the logo of AEG has been adjusted over the years, this S3mibol 
is still vahd" (Hefting, 1989).
Although the term "corporate" refers to commercial organizations, 
designers later used the same term when designing an image for non­
com m ercial organizations, such as universities, governm ent-run 
organizations, foundations and non-profit organizations. One o f the 
earliest examples o f designing a government-rrm organization is the 
"Dutch Post Office (PTT)". The PTT incorporated design and art in 1920, 
with the efforts of Jean Francois Van Royen who was the general 
secretary of the board of directors.
'Van Royen believed that a better environment could change 
people for better. During his career he commissioned designers 
and architects to design, stamps and new Post Office buildings 
for the "PTT". Aesthetics are important to the "PTT" - in  one 
case, the company commissioned a sculptiare to adorn the back 
o f one o f its buildings it backed on to a train station. It is a 
good advertisement - the sculpture is now seen hy thousands of 
people a day. This is just a s3miptom of the remarkable freedom 
of movement that the "PTT" seems to allow its art and design 
branch" (Williams, 1990).
Organizations, like individuals, have identities and images. These images 
most o f the time reflect the organizations’ identity. The term "corporate 
image" was also articulated and sometimes used interchangeably with 
the term "corporate identity". It is the way in which an organization or a 
company is perceived by the pubhc, consumers, competitors, supphers 
and the government. Corporate image is developed through the 
relationship between the public and the organization. As Veronica 
Ñapóles (who is the owner and chief graphic designer of Communications 
Planning consultancy that specialized on corporate identity design) 
mentioned that:
"How is the company currently being perceived ? How does the 
company think it is being perceived ? These impressions can be 
obtained trough the company's products, buildings, advertising 
and business dealings (even down to a minute details such as 
the way in  which a phone is answered). A ll o f  these 
impressions are collected in the mind of employees, bankers, 
consumers, the press, government officers, present and 
potential stockholders, and organized into a picture o f what the 
firm is like" (Ñapóles, 1988).
Of course identity and organizational identity is a complex matter.
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compile^ of many factors such as the philosophy o f the organization, the 
futurp directions of organization's growth, the organization's policy, the 
historical heritage, and the intentions and objectives of the organization. 
The concept o f image can be as complex as the identity. It may include, 
the identity in terms o f purpose and intentions as mentioned above, and 
it may also include the image of headquarters bihldings, their interiors, 
the products and services it offers to the public. The concept o f 
organizational image may stretch from the letterheads and signage o f the 
organization; to the employees uniforms, and attitudes. Image and 
identity do not necessarily match. As mentioned above after the World 
W ar II, large commercial organizations made a specific effort to match 
their images to their identities. Graphic products played an important 
role in  conveying information about an organizations image. Lever was 
one of these companies who realized that graphic design has an 
important role in conveying a positive company image. Lever started to 
produce soaps in 1885 with the clever slogans, such as "Self Washer", and 
well designed packaging. Here the packaging and the advertising 
campaign was intended to appeal to the working-class. So the company 
sold soap in one pound tablets, ready- wrapped in imitation parchment 
(with the brand name printed on it), in order to distinguish it from the 
other soaps and to draw attention to the brand. As Forty states. Lever 
succeeded in its effort o f advertising by using clever slogans, displaying 
advertisements on railway stations and roadside hoarding, and taking 
space in newspapers:
"Lever's business quickly became a phenomenal success: 
annual production increased from 3,000 tons in 1886 to 18,000 
tons in 1890, the year after the move to his new factory at Port 
Sunlight, and to around 52,000 tons in 1900" (Forty, 1986).
Positive commercial results were observed as these new corporate images 
were conveyed by using custom designed graphics to identify the 
products. Yet it was also observed that the use o f these graphic devices 
m eant more than just attractive letterheads or packaging; it  was 
observed that a new graphic image sometimes changed the attitude o f 
employees or even the interior o f offices.
"The most famous electric typewriter, the IBM Executive, with 
its fixed pattern, had the least resemblance to the machine, 
while its two-tone finish and rounded form, the result o f Eliot 
Noyes's consultancy to IBM, make it more closer to table-top 
art. For firms to continue to attract data processing staff, in 
spite o f the unpopularity of the work, they had offer the 
incentive of an atmosphere o f non-industrial respectability in 
the computer office. Attractive entrances, carpeted floors, 
tasteful colors and finely designed eqmpment all contributed to 
make the work seem "clean". As in all offices the introduction 
o f soft lightning, color, varied finishes and designs that 
suggested fun rather than brutal industrial efficiency all 
helped to persuade people of importance placed upon personal 
relations" (Forty, 1986).
As a restdt, many other non-commercial and commercial organizations 
also attempted to create new organizational images. This sometimes 
resulted in a re-structuring of the organization. So along with the term, 
"corporate image design", organizations and designers had developed 
complex "identity programs" with structured strategies. Identity 
programs are custom made and usually consist of both "corporate design" 
and the "management planning" of a company. The term "corporate 
design" covers the design process of all visual and graphical elements 
such as the dresses o f employees, color codes, sign systems, packaging 
and trademark. For purposes of clarification the meaning o f trademark.
as there are confusing number of terms in  general use which are often 
used synQnymous such as "Logo", "Amblem", "Symbol", we have to take 
some definitions into consideration.
Apcording to "Longman Active Study Dictionary o f English" (1987) the 
word "trade" was defined as: 1 The business of buying and selling goods.j. 
2 a particular business or industry... And also at the same dictionary the 
word "mark" was defined as: ... 2 an object or a sign serving as a guide, 
giving information, or showing quahty.
Garland (1989) defines the trademark in his "Graphic Design and 
Printing Terms" dictionary as; trademark: word, words or graphic device 
intended to denote the relationship between goods or services to which it 
is applied and proprietor of mark...
Wildbur (1966) in  his book "Trademarks A Handbook o f International 
Designs" states that he was used one name in his book "trademark" to 
include any mark sponsored by an individual, a commercial or public 
company, a government body or a non trading organization. He also 
states that the word "trademark" will include those designs consisting 
purely o f letter forms and which are more properly called monograms or 
logotypes....
Finally Sidney A. Diamond in his book namely "Trademark Problems 
and How to Avoid Them" defines the trademark, under the title o f "What 
Is a Trademark?" as:
"A trademark is a word or design used on an article o f 
merchandise to identify it as the product o f a particular 
manufacturer. Legally speaking, a "brand name" is just one
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variety of trademark... A  trademark may be a coined word with 
no meaning at all (Kodak, Dacron, Exxon), an ordinary word 
that has no meaning in connection with the product on which t 
is used (Camel, Arrow, Dial).... It may be the name o f the 
owner or the founder of the company (Ford, Singer, Gillette), 
the name of some famous person selected arbitrarily (Lincoln, 
Cadillac, Yale).... It may be just initials (E.CA, IBM, BVD).... It 
may be a pictorial mark, with or without explanatory words 
...." (Diamond, 1981).
In this research for the purpose of clarification the meaning; the term 
"trademark" will include any graphic mark that intends to project an 
organization, company, product or service.
2.1. The Concise Methodology for Corporate Image
The term "corporate design" is related to a methodology. And according to 
Ñapóles, in planning a program, four basic steps can be taken in order to 
achieve an effective design solution. The foirr phases of methodology in  
identity programs are
-PHASE 1: ANALYSIS 
-PHASE 2: DESIGN EXPLORATION 
-PHASE 3: DESIGN REFINEMENT 
-PHASE 4: IMPLEMENTATION
The analysis phase o f an identity program  is aimed at getting 
information with a series of investigations about the company's problems, 
goals and future opportunities. In this phase the company structure, its 
intentions and objectives is defined.
"A shareholder, for instance, is likely to have a very different
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luiderstanding o f the company than an employee would. This 
analysis produces insights into problems and possible 
solutions" (Ñapóles, 1988).
The analysis can be conducted by interviews. But when the budget and 
the time constraints do not permit, the questionnaire method is more 
useful. The second part of the methodology is the design exploration 
phase. This phase is the investigation of useful references in the design 
process. The charts o f com pany divisions, its subdivisions, 
products/services, and some existing advertisement m aterials m ay 
contribute to understanding the company.
"The copies of current print ads, promotional material or any 
recent advertising material w ill also help the designer 
understand the company's future plans for prom oting" 
(Ñapóles, 1988).
At the design refinement phase, the design process begins. During this 
process, the board o f directors (or, an authorized person) and the 
designers may come together for several times. During these meetings, 
the board o f directors will be informed about the new identity and their 
critiques will contribute to fix the design criteria.
"Letterhead, envelopes and business cards are usually the first 
elements completed in the process of creating a new identity. A  
systematic use o f the identity can be easily conveyed to the 
chent with these items" (Ñapóles, 1988).
Finally, the implementation phase is the application o f the graphical 
elements and estabhshing the standard usage of them. These standards 
will be compiled according to certain aesthetic and visual criteria. All
12
possible usage of visual elements, such as trademark corporate typeface 
and color codes must be defined in the company's design manual. A  
company has to follow the directions about the usage o f graphical 
elements in  the manual. A  company may have m any different 
advertisement campaigns. Some campaigns may intend to sell a product, 
while others intend to promote the company itself. So a company or a 
designer may refer to design manual at each facility to convey a positive 
and constant company image. Design manuals consist o f all the graphic 
and visual elements that are applicable in many fields with instructions 
to avoid wrong, inconsistent usage.
"These instructions provide for the application, and control o f 
the principle elements o f the corporate identity. The 
instructions contained on the following pages describe the 
correct use and consistent application o f the elements o f the 
Emlak Bankası Corporate identity. The guidelines should be 
referred to whenever the organization is identified in visual 
terms. It is essential that the elements o f corporate identity 
system are used in a controlled manner which reflects the 
desired group image" (Corporate Identity manual o f Emlak 
Bankası).
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3. KINDS OF CORPORATE IDENTITIES
There are many different structures o f companies. A company may 
possess lots o f divisions and subsidiaries, or it may produce a single 
product or brand with no divisions. I f  an imaginary company has five 
divisions and it uses one name, a set of colors, one symbol and type style 
in  all of them, it may convey a simple, centralized company image. But 
when the same company gives each division a separate color, it may 
project a more decentralized identity. I f it uses different names, symbols 
and logotypes for each division, it may give an even more disparate 
im pression. According to Olins there are three kinds o f identity 
structures, but in reality there are many permutations within each 
category. Although the divisions o f identity structures seem clear, 
sometimes it is difficult to define where one identity structure starts, and 
where the other one ends. Gradually these major identity structures 
cordd be identified in three headings: Monolithic, Endorsed, Branded.
The most important characteristic o f a "Monohthic Identity" structure is
its long life. It may seem hke an advantage, but these kinds o f identities
tend to be regularly modified during the development o f the company
with the relationship of the marketing policies. Although it is difficxilt to
define the borders o f identity structures, companies that use one name
and visual style, tend to adopt monoHthic identity structmres. Broadly
speaking Monolithic identity structures are associated with businesses
such as banking, airhnes and oil companies. The organizations such as
banks, insruance and financial services have a classic pattern with the
14
image that they want to project. These kinds o f organizations try to have 
one simple name and visual image wherever they operate.
"In principle and in practice, centralized development of core 
propositions and core executions should be the standard way of 
working, wherever that is feasible" (BP British Petroleum Oil 
Advertising and Sales Promotion manual).
Globally operating companies have employees from different nations with 
different ethnic, religious, and cultural backgrounds in all o f its divisions. 
These companies usually want to project the fact that they can offer the 
same quality of product and service in all geographic locations that they 
operate. But the attitudes and ethics of employees may change according 
to their religion and culture. So the employee commitment tends to 
emerge through appearance and attitude. In such cases, the company 
may stress the criteria that was mentioned at the design implementation 
phase. Employees that are part o f this global company need to work in 
the same manner, with directions and standards which the company 
wants to maintain; established in the corporate identity manual. In the 
corporate identity manual o f the BP Oil UK Limited, the case was 
stressed as:
"BP's customer service will be the most polite, efficient and 
reliable in the industry" (BP Oil Advertising and Sales 
Promotion Manual).
All major airlines, such as Trans World Airways TWA, British Airlines 
and Koninkhjke Luchtvaart Maatschappij KLM (Fig.3.1.) are using 
approximately the same kind of aircraft, fly to same major places.
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British A irways KLM
Royal Dutch Airlines TWA
Fig. 3.1. Different trademarks of airways
charge the same price and offer more or less identical services. As Olins 
writes, they can only he distinguished from each other by minutiae that 
is expanded in the public mind by rumor and first-hand-experience, and 
o f course by advertising. The chairman o f KLM's corporate design group, 
Jan F.A. de Soet defines the difference of the organization as:
"In every price category, passengers expect from all airlines 
safety, punctuality and reliability. That has to be realized, 
come what may, but in the end, it is the attention to detail, the 
professionalism, care and friendliness of the people who 
provide the service to our customers that can, and must, make 
the difference" (Soet, 1982).
Fig. 3.2. The historical development of KLM’s trademark
As the borders of identities are not clear, the monolithic identity 
structured companies may also operate in different fields. In such cases, 
companies intend to carry their reputation from one field to another. For 
instance Yamaha, one of Japans largest corporations, built both musical 
instruments and motorcycles. Yamaha has transferred its reputation and 
its positive image in one field, to another, and believed that using one 
name on all products will contribute to the companies overall reputation.
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Another example is Mitsubishi; they manufacture cars and aircraft. 
Although the company seems concentrated on manufacturing, it also 
operates as a service company.
"It owns a bank called Mitsubishi. It also operates in consumer 
goods field; you will find Mitsubishi tinned salmon, crab and 
tuna in your main street store" (Ohns, 1989).
In all identity structures the most important concept is to convey a 
constant corporate image. (Fig.3.3)
"Mitsubishi, the name and the visual identity, the sign, 
represents a series of qualities to Japanese customers, and 
increasingly to customers around the world, which remain 
constant, regardless o f the field o f activity in  which the 
company operates" (Ohns, 1989).
Conceptually, the monohthic identity was an advantage for Mitsubishi 
and it is the clearest and most economical way of declaring what the 
company standards are, what they offer to consumers, suppliers and 
staff, and in return what they expect from them. It also underlines the 




As companies/organizations that project one simple name and image 
prefers the monolithic identity structures; yet there are also different 
structured companies which tend to reflect, different messages and 
images for its different divisions, subsidiaries, products and services. The 
corporate identities and the programs of such companies are generally 
classified as "Endorsed Identity". The endorsed identity structures are 
usually chosen by organizations which have a group o f activities, or 
companies that largely grew by acquisition and then endorsed with the 
group name and identity. Companies grown by acquisition, usually start 
out as local and may become national, and eventually global. These 
companies are usually the producers of the same products with different 
brands. They often have a competitive range of products and services in 
the same market which are endorsed with the group name. Contrary to 
this case, it may bring a confusion to the customers. The most early 
example is General Motors. It is one of the first enterprises that 
successfully applied the endorsed identity structure, between the years o f 
1920 and 1970. Sloan defines G.M.'s product pohcy as such:
"The product policy we proposed is the one for which General 
Motors has now long been known. The core of product policy 
lies in its concept of mass-producing a full line of cars graded 
upward in quahty and price" (Sloan, 1986).
During several years. General Motors manufactured different cars for 
people with different income. The cars shared a common style, each one 
had its own individuality and elaborate individual graphic symbols. 
Although General Motors has its individual logo, it used different ones to 
differentiate its brands. (Pig.3.4.)
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Fig. 3.4. Individual trademarks of G.M.’s products
This kind of market policy may be seen when companies try to raise their 
market share. Another example o f usage o f Endorsed identity is 
"SABANCI" corporation in Turkey. The organization operates in different 
industries, such as automobile, textiles, tires and drinking water. The 
divisions of SABANCI corporation are named as TOYOTASA, BOSSA, 
PILSA, PLASSA (Fig.3.5.).
HACI ÖMER’[s :at=z3s · !
HOLDINGA.Ş.
Fig.3.5. SABANCI Corporation and its “Endorsed” divisions
The main idea that lies behind endorsing these divisions, is the 
application of the suffix “SA”. These letters were used phonetically to 
consciously link the divisions to the family name. Here the first letters of
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division's name stand for the product definition, such as the letters "P-L- 
A-S" are the first three letter of "Plastic". The letters o f "S" and "A" which 
were placed after the product definition is the first letters of the family 
name "SABANCI". So when the name of a division spells, "PLASSA" it 
will sound both product and family name. The letters have also a visual 
organization. "S and A" were placed in a circle which may refer to a 
copyright concept.
Mostly the endorsed identity structures are preferred by organizations 
that are operating commercially. Yet there are also non-commercial 
companies that possess the endorsed identity. Such as military services, 
academies and universities. They have lots of divisions and departments. 
As an example, military services has lots o f divisions. Although each 
division has its own hierarchical structure, they try to demonstrate 
exactly who and what each part is in relation to other parts and to the 
organization as a whole. Generally the group o f activities are separated 
from each other with buttons, hats and insignia. Additionally the colors 
that they have are major distinguishing marks o f their divisions: the 
navy owns white, the air force owns blue and the army has green. These 
colors may change according to the region and culture. On the other 
hand, as Olins defined, universities also may possess an endorsed 
identity structures.
"The two ancient universities of Oxford and Cambridge use an 
endorsed identity structure. There has grown up over himdreds 
o f years a collection o f separate colleges, each o f which 
competes against the others in sporting and scholarly 
attainments. Each of the colleges has its own heraldry, coats of 
arms and college colors" (OLINS, 1989).
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As in example of General Motors; companies reflect their identities with 
many brands that have their own individual logo/logotype in the market. 
The idea that is behind branding is to take a product and offer it to 
consumers as i f  it is an individual brand, with its own special graphic 
design in packaging, logo/logotype and advertising. These companies are 
generally defined as Branded identity structured companies. "LEVER" is 
one o f the companies that operates with a branded identity structure. 
The company is the producer o f various kinds o f detergents, soaps and 
cleaning powders. These brands are namely "Lux, Sunlight, Lifebuoy" 
soaps, and "Sun, Persil, S u rf cleaning powders. Although these brands 
belong to the "LEVER" company, they may compete in the market with 
their individual characteristics. In branded identity the brands may seem 
unrelated either to each other or to the company. Here the graphic design 
becomes essential, because it contributes by conve5dng an individual 
brand identity and also serves to differentiate the brand among its 
competitors. Alfhough these kinds of identities may seem to promote the 
brand itself, different brands will also promote the company with their 
similar and common out-look of packaging. There are also different kinds 
o f benefits o f branded identities. People with different levels of income 
usually purchase the products according to their visual-style and product 
appeal. The product appeal starts with matching the style o f the 
individual to the product and turns to a long time relationship. So when 
an individual adopts a brand, he may continue to use up the same brand 
for several years. As all the programs are custom made and related to the 
structure o f the organization, they have to comply to the future 
management plans, target profits, social attitude and the ethics. These 
criteria play an important role when an organization tries to establish a 
positive image.
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In considering these criteria mentioned above, we recognize that 
corporate identity programs have a large scope. When planning the 
corporate identity program, one o f the most important factors is to 
consider the organization's growth pattern. Even small organizations 
that operate regionally may enlarge to national, and than to 
international fields. As organizations grow by acquisition, they have to 
pay a special attention to their acquisition poHcy.
"A company's growth through acquisition generally tells its 
many pubhcs that the firm is growing. But hostile takeovers, 
greenm ail and similar activities can adversely affect a 
company's image. The ability to assimilate new acquisitions 
into existing corporate structures is also important" (Marken, 
1990).
Dining acquisitional growth the organization may come face to face with 
image deformation. The existing image may not match the organization's 
identity or may not reflect the organizations desired image. During its 
growth an organization has to maintain an existing "image" in order to 
keep its positive "corporate image". So for organizations which are 
growing by acquisition, the long planning of corporate identity program 
becomes essential. As Marken defines, building a positive "corporate 
image" requires skillful long-term planning.
"Management cannot limit its focus to the next few weeks or 
months. Plans to ensure a positive image should create an 
impression that will last for years" (Marken, 1990).
Although it seems impossible to imagine the fiitmre trends, it is possible 
to design the "corporate image" by considering the growth pattern o f the
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company. But in any case an organization in its acquisitional growth may 
need some modifications in its "corporate image". There are lots o f 
reasons to proceed with image modifications, such as the changes in a 
management team, establishing new techniques o f production, the 
introduction o f a new product or even changing the location o f the 
headquarters. On the other hand, as new information and changing 
business trends are introduced, an image o f an organization changes 
constantly and may fail to reflect the organization. Sometim es 
governm ent-run organizations that are sold becam e a private 
organization; the new owner o f a company may want to modify the 
existing image.
"Under the Margaret Thatcher government, the British are 
converting state-owned enterprises into private firms. One o f 
these firms, British Airways, was slated for divestiture and 
wanted to revamp its nondescript image before being sold. 
British Airways did indeed revamp its look in accordance with 
a new company strategy befitting a for-profit enterprise" 
(Ñapóles, 1988).
In such cases the modification of corporate image becomes essential. As 
Ñapóles also mentions:
"The name and symbol obsolescence o f the company, related 
with the confusing messages about itself or its product/service 
may end up with re-design of the image" (Ñapóles, 1988).
The sales reports and failures in growth patterns are the major signals of 
image deformation. With their corporate growth some organizations pay 
little attention to their corporate image until it becomes severely 
damaged.
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But some other organizations consciously maintain their "corporate 
image" and in case of image obsolescence they immediately go with 
additional modifications to re-establish their desired image.(Fig.3.6.)
"One of the oldest examples of 'c\arly' handwritten lettering is 
the Coca-Cola logo from 1887. It has been slightly modified 
over the years, for example by adding the flourish tmder the 
words, literally and figuratively emphasizing the name" 
(Hefting, 1989).
Ca
TMAUC MARK K tG U
Fig.3.6. Modifications on “Coca Cola” trademark
We have mentioned lots of criteria above, about why an organization tend 
to have a positive image. O f coirrse a positive "corporate image" is
24
something very much related with the organization's over all reputation. 
But there are also many different benefits o f a positive image. As the 
creation of a "corporate image" needs a well organized campaign and long 
time; the rescdts o f a new corporate image may not be apparent in  the 
short term, and may not directly reflect the profit or public affairs o f the 
organization. But it will be seen clearly at the growth patterns o f an 
organization in  the long term. A positive corporate image may even 
influence, or change the attitudes of employees. Marken explains why it 
is important to have employees with better attitudes:
"Happy, productive employees are a powerful market influence.
The attitudes o f a firms employees often influence the way it is 
perceived by clients, trade partners and competitors" (Marken, 
1990).
The corporate identity program and as a result a positive corporate image 
may also effect the organizational thinking and may have a catalytic 
eflect on the board of directors.
"The program usually provides a platform o f dealing with 
essential questions, such as how the company will achieve its 
goals. The program wakes people up, stimMates ideas, and 
satisfies the need for executives to participate in corporate 
direction and planning" (Ñapóles, 1988).
Another aspect o f the image benefit can be seen through enlisting 
employees, because people generally look upon organizations that are 
favorable to the public.
"Companies with good corporate image can enlist talented 
people, actually providing for them the same feehng they might 
have belonging to an exclusive club" (Ñapóles, 1988).
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According to Neilson a strong corporate image provides:
"-A complete awareness among managers o f the firm's long- 
range goals
-More clearly defined corporate objectives and direction
-Improved insights into competitive positions and market 
conditions
-Improved internal and external communication
-A positive accoxmting to customers of the firm's position in 
the industry and the marketplace
-Improved understanding of the organization within the 
financial community
-Better understanding of the company, its objectives and its 
direction by employees, suppliers, directors, and the media" 
(Nielson, 1990).
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4. DIFFERENT APPROACHES OF REFLECTING AN
ORGANIZATION
As the organizational structures, identities, programs and images are 
custom made; the way o f projecting them may also change according to 
an organization's policy and the message that it tends to give to its 
consumers and public. Although advertising may seem directly related 
with projecting an organization, a planned identity program may convey 
the desired image with different make-ups. It is possible to project the 
identity in  each contact with the consumers and the public. So an 
organization has a large scope o f facihties to define its desired image and 
may use each o f them to convey a positive image. These facilities may 
also change according to the desired image. Globally operating 
organizations adopt to support big events, such as "Olympic Games". 
Although the games are related with sport, the organizations which are 
operating in this field, (or even the ones which are not operating in sports 
field), are in  competition with each other to support the games. Because 
of global advertising power of the "Olympic Games", companies such as 
"Coca-Cola”, “Kodak" and other globally operating organizations always 





Fig.4.1. The use of “Olympic Games” and "Kodak” trademark.
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As the organization is trying to convey a positive company image, it may 
also support other events such as concerts. "Pepsi" is trying to convey 
younger and active image, when supporting the singer "Michael Jackson" 
(Fig.4.2.).
Fig.4.2. Sticker of Michael Jacson concert in 1992, supported by “PEPSI”
Another approach is to reflect the identity with the architecture o f the 
organizations headquarters building or with interior design of its offices, 
public service spaces, and lobbies. German manufacturer "Bayerische 
Motoren Werke" (BM!W) was intended to reflect its identity through its 
headquarters building in order to convey its superiority. The head office 
bmlding of the organization was designed like pistons of a car engine.
"BMW's head offices with a museum below, are showpieces o f 
Bavarian industry and demonstrate its own progress" (Olins, 
1989).
An organization may reflect its identity by using its technical facility as a 
promotional tool. In 1985 "Coca-Cola" designed a "space-can" and offered 
to the use of astronauts. This was a powerful promotion for "Coca-Cola" 
during the years of the space shuttle’s up-date image. This technical
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facility made "Coca-Cola" the first soft drink that was able to be 
consumed in space.
"In July of 1985, Commander Gordon Fullerton tests the space
can aboard the Challenger shuttle" CLieverse and Nijs, 1990).
Another example of using the technology as a promotional tool, can be 
observed through the campaigns o f "SAAB". The organization 
manufacttues both cars and aircraft. It also is involved in the production 
o f heavy vehicles and electronic equipment. The public knows that 
vehicle manufacturing business wiU need an increasing proportion o f new 
materials and electronic components. And these materials are largely 
transferred from the aerospace and electronic businesses. So in all its 
advertisements "SAAB" used the aircraft and vehicle image together, in 
order to emphasize its technical superiority. Although the corporate 
identities, programs, and structures are not limited with graphic design, 
an organization needs a visual trigger in order to establish the 
communication with the consumers and to have a clear sense o f purpose. 
A  symbol may send a concise message about the organization and 
contributes to distingmshing the organization among the competitors. A  
symbol may also stand as a summary of the organization's identity. So as 
much as the design of corporate identity and strategy, a "trademark" 
which also contributes to convey a positive image, has to be custom 
designed. The trademark is the essential major graphic device for the 
"corporate design" process.
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5. THE ANALYSIS OF TRADEMARK AS AN ESSENTIAL 
GRAPHIC DEVICE FOR CORPORATIONS
In onr era, companies have little chance to tell a lot about their histories, 
objectives, strategies and identities. So companies, need a trademark 
which will give a concise message about the company philosophy and the 
identity. In the marketplace there are lots o f brands, products and 
services which are competing with small differences. All companies that 
are operating in  the same field offer more or less the same products or 
services. So the differentiation of brands, products and services is a major 
problem for companies. One logical solution for differentiation is to code 
the product or service to the company. It is possible to code the product 
with other graphical solutions such as color codes and typography. But 
these kinds of solutions may not always match the concept o f the product. 
Same kind of products defined generally with simfiar color codes and 
typographic solutions. So here a trademark of the company, serves as a 
m ajor distinguisher, for both the product and the company itself. 
Trademarks are custom made and related to the desired company image. 
To understand how a "trademark" contributes to the corporate image, we 
have to take some definitions into consideration.
"The logo symbol created for a company or organization is 
intended to ease visual perception. Perception of the symbol 
presented in an advertising context or accompanying a printed 
or illustrated message will immediately bring associations to 
the perceptor’s mind" (Ibou, 1990).
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"Identity is expressed in the names, symbols, logos, colors and 
rites o f passage which the organization uses to distinguish 
itself, its brands and its constituent companies. At one level 
these serve the same purpose as religious S3mibolism, chivalric 
heraldry or national flags and symbols: they encapsulate and 
make vivid a collective sense of belonging and pmpose" (Olins, 
1989).
"Logotype: the company name, designed in  a unique and 
individual form" (Ñapóles, 1988).
"The logotype (or word-mark) may be a proper name, a product 
name or an imaginary name which is drawn and designed in a 
special way and used to identify a commercial firm, activity, 
product, etc... Logotypes often have the typical characteristics 
of a trademark" (Ibou, 1990).
"The mark projects a positive image o f the corporation to the 
pubhc, and this image is used extensively as a marketing an 
management tool" (Nakanishi, 1987).
A  company may reflect itself with a trademark which can be created in 
different ways. There are different kinds of trademarks. A  trademark can 
be typographic, abstract, descriptive, or a combination o f these. In 
typographic trademarks designers generally use the initials o f  the 
company. I f only the company name is used in the design , as Ñapóles 
mentioned a logotype will be created. A designer may solve the problem 
by using one or more letters of an alphabet. But the important criteria 
when designing this kind o f trademark is to consider the balance 
between the usage o f the space, the structure and the combination of the 
letters. The trademarks of all divisions o f "SABANCI" corporation, such 
as "TOYOTASA” is an example of a typographic trademark.(Fig.5.1.)
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Fig.5.1. A  t3T)ographic trademark
Second category is abstract trademarks. This kind o f trademarks usually 
represent the company in a stylized and simplified form. Because o f thie 
necessity o f a large budget to promote recognition o f an abstract 
trademark, it is not preferred by small organizations. Examples o f 
abstract trademarks in  Tmrkey are, the w olf head o f "Petrol Ofisi" oil 
company, the trademark of "Eaks" cassette manufacturer and "Turkish 
Airlines" (Fig.5.2.).
RAKS
Fig. 5.2. Abstract trademarks
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Ñapóles defines the case as:
"A bstract m arks are usually associated w ith large 
organizations: an abstract mark o f a company whose major 
objective is personalized service or attention would not be a 
very good choice" (Ñapóles, 1988).
Behaeghel defines the success of an abstract trademark as
"The symbol, even when it is an abstract one, can be better 
memorized than a letter or an initial in  so far as it expresses 
dynamism or the essence o f the company's activity or o f  the 
product concerned" (Bebaeghel, 1985).
The third category is the descriptive trademarks. These kind o f 
trademarks are related with a companies’ product or service by means o f 
graphic representation. As Ñapóles mentioned, descriptive trademarks 
work successfully when they suggest the character of the organization, 
rather then show actual products; products change over the years, and a 
trademark may become meaningless i f  its too specific. The descriptive 
trademarks supposed to give some messages about the company, such as 
an illustrated book figure may refer to a pubbshing business, or a coin 
figure may refer to banking business. An example o f descriptive 
trademark from Turkey is the S3mibol of "Ziraat Bankası (Fig.5.3.). The 
letters "Z" and "B" were designed in order to refer to an ear o f a wheat. 
Although the organization could not manage to convey a bank image with 
its trademark; it conveyed its agricultural interest with the design of its 
initials.
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TC. z ir a a t  BANKASI
Fig.5.3. Trademark of “Ziraat Bankası”
"This form o f identification is certainly the one that assures 
the hest association between symbol and company. This way o f 
expressing the company personality is probably the strongest 
one to create an image which wiU become a memorable sign in 
people's mind" (Behaeghel, 1985).
The kind of trademark may change depending on the company's desired 
image. A company may choose either abstract, t3^ ographic, or descriptive 
trademarks, or use a combination of all of them. The selection o f the 
trademark is essential to convey a desired company image, in terms of 
projecting the specific characteristics o f the company such as identity, 
philosophy, products and service. Custom made trademarks are intended 
to project the company's characteristics in a "visual statement". There are 
various factors which may effect the meaning of the visual statement. 
One such factor on the perception o f a visual statem ent is the 
environment. A  trademark may be perceived difierently, under changing 
environmental circumstances. For example, letters on a billboard most o f 
the time are chosen from lower-case characters, because a lower-case 
character tends to possess more characteristic forms o f a letter and the 
way they are spaced will help viewers to perceive the message or a name 
in a short exposure time. This is a simple example of visual principles
34
involved in perception of visual statements. Letters are the easiest way of 
conveying a message as a visual statement. But when a designer comes 
across a problem of conveying the image o f an organization, the issue 
becomes much more complex then just bringing letters together into the 
name o f organization. Here issues of perception and use o f design 
principles becomes important. Perception of the visual statement may 
change according to the cultural and social background and may also be 
dependent on the psychological mood of the viewer.
"Visual information may also have definable form  either 
through attached meaning in  symbols or through shared 
experience in the environment, in life. Up, down, blue sky, 
vertical trees, scratchy sand, red-orange-yellow fire, are but a 
few o f the denotative, point-at-able qualities we all share 
visually. And so, whether consciously or not, we respond with 
some conformity to their meaning.... The final result is the 
artist's true statement. But meaning also depends on the 
response o f the viewer, who also modifies and interprets 
through the net o f subjective judgment. One factor alone is 
common cmrency between artist and audience, in fact, among 
all people-the physical system of their visual perceptions, the 
psycho-physiological components of the nervous system, the 
mechanical workings, the sensory apparatus through which 
they see" (Dondis, 1988).
Consequently, besides different perceptions o f different viewers, various 
factors are considered in conveying a visual statement.
"In all visual stimuli, on all levels of visual intelligence, 
meaning may lie not only in the representational data, the 
environmental information, in the symbols including language, 
but also in the compositional forces that exist or coexist with 
the factual, visual statement" (Dondis, 1988).
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These compositional forces are utilized to bring together various visual 
elements of a trademark such as point, hne, shape, color and texture, into 
a clear comprehensible whole. Although there is no definite consensus on 
principles o f design, certain design issues, strategies, principles and 
concepts are repeatedly used by many authors, o f design manuals. 
Dondis writes about them as visual techniques o f unification (visual 















Episo dicity Repetition" (Dondis, 1988)
Cheatham and Owens (1987) in  their book "Design Concepts and 
Applications" under the heading o f "Design concepts" fists: Proximity, 
Closure Similarity; while Preble (1989) in his book "Artforms" fists them 
under the heading o f "Principles of Design" as: Scale and Proportion, 
Unity and Variety, Repetition and Rhythm, Balance, Directional Forces 
and Contrast. Meanwhile Zelanski and Fisher (1984) in  "Design 
Principles and Problems" writes about design principles under the 
heading o f "Unifying Principles Of Design" and fists them as: Repetition, 
Variety, Rhythm and Balance.
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As seen above designers write about similar concepts related to design 
under different names. Some designers are calling them as principles or 
strategies while others are calling concepts. For proposes of clarity in this 
thesis we will call them "design issues". In fact there is a consensus on 
using all these issues to reach a comprehensive whole, "Gestalt".
"These prindples are the resources that affirm or predicate the 
elements into some kind of organizing action. The principles o f 
organization may help in finding certain pictorial solutions for 
unity" (Ocvirk et. al., 1985).
"When individual visual units are next to, or near, one another, 
they can be described as being in proximity and are usually 
seen as grouped. These various methods o f visual grouping hy 
proximity are direct and easily performed. The artist can use 
them independently or in as many numbers and combinations 
as necessary to create a well-organized gestalt" (Cheatham,
1983) .
'W hether "fine" or "functional," in all art the parts of a piece 
must seem to fit together to make a coherent whole. In fact i f  
all the parts are working together well, the whole will seem to 
be more than the sum of its parts... This characteristic o f 
successful art is called gestalt of a work" (Zelanski and Fisher,
1984) .
Another consensus among designers seems to be the use of these design 
issues (principles, strategies, concepts) also and mostly for analysis 
purpose o f visual statements. In other words while it is important to 
know and utilize these issues while designing, they can be o f utmost 
importance during the analysis of visual statements.
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"Gestalt psychology has contributed valuable research and 
experimentation in the area of perception..." (Dondis, 1988).
Authors Ocvirk et. al. in their "Art Fundamentals Theory and Practice" 
book displayed the investigation phase of the form, to reach unity, and 
states that:
"The whole work o f art is always more important than any o f 
its components. ...we study the component "form" to theorize 
and investigate some of the physical principles of visual order” 
(Ocvirk et. al., 1985).
In this research while analyzing the trademark o f "GUE.1§" corporation 
as a separate visual statement, the concept of corporate image will also 
be considered a visual statement in a wider sense and analyzed using 
some of these design issues. The fact that "GURl§" corporation was 
selected as a case is that it being a particularly negative example of 
corporate image in terms of both visual organization and usage. I f I was 
able to do research in  to improving corporate image, the decision is 
partially was based on the distincts o f research o f that particular 
organization. The fact that the type has both symbol and t3rpographic 
element, was also effected my decision to analyze the trademark of 
"GUE.I§" corporation. The historical information of the company will be 
placed in appendix A, the organizational chart will be placed in appendix 
B, and the hst of jobs completed will be placed in appendix C.
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5.1. Analysis of Trademark as a Separate Entity
The goal in this section o f the research is to analyze the “G U R l§” 
trademark's general principles of graphic composition in regard to its 
content and try to answer the question: Is the trademark compatible with 
the company's purpose and general nature, in terms of graphic language?
"Consequently the main idea that lies behind creating a 
trademark is to transfer the data o f an organization, to 
graphical codes, and allow the viewers to de-code the message 
easily and have an idea about the organization" (Aydinalp, 
1992).
One can analyze the graphic composition of the trademark by considering 
it as a separate entity, or an image, apart from the company. In this 
phase, the visual elements (point, line, color, texture) that make up the 
trademark can be analyzed by utihzing general design issues (principles, 
strategies, concepts) aiming towards visual unity-Gestalt. In order to 
define the elements of the trademark we wiU refer to the mark which is a 
stylized letter "G" as "symbol". The company name "GURl§" and the lines 
which define the company's operating field both in Turkish and Enghsh 
will be called "typographic elements".(Fig.5.4)
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Fig. 5.4. The divisions of GÜE.İŞ trademark
We assume that the symbol intends to refer to the letter lower-case "g". 
The "g" can be divided it into three elements in t37pographic terms: (1) the 
bowl or main body (parallelogram), (2) the abstract loop, and (3) the link 
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For purposes of analysis the symbol, one can establish some imaginary 
"Vertical" and "Horizontal" axes. These axes which do not exist in reality, 
are called "Felt Axes".
"This visual axis is also called a felt axis which better 
expresses the unseen hut dominating presence o f the axis in 
the act of seeing. It is an -unconscious cons-tant" (Dondis, 1988).
These axes are the structural factors that -will contribute to measure the 





Fig. 5.6. The felt Axes of the symbol
When the visual elements on one side of the axis of a composition are 
mirrored exactly on the opposite side, symmetry occurs. According to 
Dondis (1988) S3m m etry is an axial balance and it is a totally resolved 
visual formulation in  which every unit on one side o f a vertical or 
horizontal center line is replicated exactly on the other side. So when the 
symbol is divided along the vertical axis (Fig.5.7) into two and compared.
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it is clear that no items are replicated exactly on the other side and the 
symbol obviously is asymmetrical in form.
VERTICAL
AXIS
Fig.5.7.The division of trademark along the vertical axis
In terms o f asymmetry, differences between the various areas are 
stressed, so more variety is visible than unity. In other words the sense o f 
overall unity seems less obvious.
The symbol mostly possesses diagonal and parallel lines which tend to 
relate and refer to each other. This is the general understanding o f the 
symbols' structure. However the “link” which is the only vertical element, 
does not relate or refer to other forms and directions in the symbol. This 
different form and direction while creating variety and visual weight on 
the right hand side o f the symbol, also tends to disturb the feeling o f 
wholeness, resulting in poor gestalt.
The distribution o f the visual weights becomes essential in terms of 
visual balance. Many factors such as size, color, value, shape, orientation, 
and location effect the viewers sense of "visual weight" o f the form.
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Visual balance is the final, overall relation of opposing forms and forces. 
The complete and ordered establishment of the forms and forces in a 
visual composition will contribute to achieve "Gestalt". Visual forces, 
movements and counter movements, combinations of unequal qualities 
which compensate for one another in the larger visual pattern will 
contribute to perceive the composition as in balance. Most o f the time, 
thick lines may seem heavier than thin lines, and dark colored forms may 
seem heavier than light colored ones, but the essential issue is the 
organization and the composition of these unequal quahties. Observing 
the symbol it is seen that the lines, at the left part o f the vertical axis are 
thicker and visually heavier than the ones at the right. The different 
direction o f the link, the visual weight that it causes, and when the 
touching point of the loop and the negative white space under the loop 
are considered, the symbol may seem falling towards right.
The pointed corners resulting sharp edges, and opposite directions o f the 
fines on the left create a tension in the composition o f the symbol. The 
two parallelograms (one is the bowl -main body and the second one is the 
negative space which is in the bowl and called counter) seem deformed or, 
as i f  they are stretched and pulled squares, cause a visual tension on the 
left hand side of the symbol.
So in  terms o f visual balance we can state that the symbol has a left 
heavy composition.
The proximity of the loop to the bowl in terms of distance and direction 
causes problems of readability. The negative space in between these two 
forms becomes an important element to be read and noticed, creating 
diffictilties in perceiving the symbol as a letter "g". As seen in the figure 
(5.8) when one plays with the distance and enlarges the negative space
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the letter "G" becomes clearer, and easier to perceive.
Fig.5.8.
5.2. Analysis of Trademark as a Visual Statement
In terms o f company image the trademark may also be analyzed as a 
whole, both with the symbol and the typographic elements. The main 
typographic element is made up of upper-case letters reads the company 
name "GUEl?".
In the hierarchy o f seeing, the eye scans from left and continues to the 
right and according to Wolfilin (1967) pictures change appearance and 
loose meaning when turned into their mirror images. He also states that 
this happens because pictmes are "read" from left to right, and naturally 
the sequence changes when the picture is inverted.
The eye of a viewer first sees the symbol with its dynamic corners, sharp 
contoured forms, and then moves to the main typographic element, which 
is obviously smoother than the S3m bol and possesses organic and 
cmwilinear forms. So in terms of reading the trademark as a whole one 
can speak of a sharp division between the dynamic and geometric S3m bol 
and the "organic form" -main typographic element. This division o f
44
reading inhibits the trademark to be perceived as a whole with its symbol 
and typographic element. Another block to "Gestalt" comes from the 
trademark trying to simulate a lower-case “g”, while the company name 
consists of all capital letters, defying the continmty from left to right.
The separation between the symbol and the main typographic element is 
also obvious with in the different proximity's o f positive and. negative 
areas. The use o f lower-case "g" in  the symbol and the tightness o f 
interior negative spaces created by stylization is quite different from the 
wide open negative areas of the upper-case typographic elements.
The division is also increased by the element that we call "link". It's 
vertical direction which differs it from the direction of the main body and 
the loop, separates the consistent reading process of the symbol and the 
typographic element. The definition of company field only sometimes 
appears with the trademark. The placement o f this element is also 
essential factor for the "Gestalt" o f the trademark. There are two lines o f . 
definition. The first line is in Turkish (İNŞAAT VE MÜHENDİSLİK 
A.Ş.) and the second line is (CONSTRUCTION & ENGINEERING CO., 
INC.). The spacing o f the letters of these two lines are also different from 
each other. The second line, which is in English, contains more letters 
than the first line. The second line was compressed in order to align the 
horizontal lengths o f the two lines. So the spacing and the ratio o f the 
negative and positive spaces o f the first fine is different than the second 
line. As a result the second one seems visually heavier than the first. 
W hen we limit our view to the lines that belong to the definition o f 
operating field and the main typographic element o f the trademark, 
everything seem in balance. The reason that the viewer perceives these 
two elements in balance is that they are vertically aligned (Fig. 5.9.).
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GÜRİŞ
İNŞAAT VE MÜHENDİSLİK A.Ş. 
CONSTRUCTION & ENGINEERING CO.. INC
Fig 5.9. The alignment of the typographic elements
But when we consider all three elements within the trademark, the 
symbol has a negative effect on balance as a whole. One reason is that 
the symbol is already an unbalanced form. As the vertical link inhibits 
the connection between the symbol and the typographic element; the 
symbol seems as a separate form and destroy the balance o f the 
trademark as a whole. The negative white space that is under the symbol 
also contributes to the perception of the symbol as i f  it is falling down. 
The fragile connection between the symbol and the typographic elements 
also adds to this feeling of unbalance.
The three components are totally different in terms o f spacing, negative­
positive areas and proximity. This inhibits us to perceive the trademark 
as a whole -resulting in poor "Gestalt".
Obviously the formal design issues are not the only criteria in analyzing 
corporate image. As Kuwayama mentions there are checkpoints in 
deciding upon a trademark. These checkpoints can also be utihzed when
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analyzing a trademark from different approaches. In the case of GURl§, 
for purposes o f analysis o f the company image, we can give concise 
answers to the following questions of Kuwayama.
"Suitability to the media to be used: Other than obvious uses, 
such as in  printing, does the mark lend itself to use in  neon 
signs, on television, and other media applications? Depending 
on the company's products and plans, can be mark he used on 
diecast parts or in woven textiles..." (Kuwayama, 1973).
In terms o f symbol in GUIll§ case the answer o f this question could be 
considered positive. The symbol consist o f all geometric forms so that the 
apphcation will be easier in most media. Yet it is difficult to say the same 
for the whole trademark.
"Distinctiveness: Is the mark a creative one, clearly distinct 
from those used by other companies in the same line o f 
business? Is it a mark which can be recognized at one short 
glance?" (Kuwayama, 1973).
In terms o f "Distinctiveness", the answer for GU Rl§ case will be "no". 
Because many companies in the same field, as well as other fields tend to 
use similar images.
"Contem poraneity: Does the m ark show a sense o f  
contemporaneity? Will it be likely that the mark still appear 
attractive in five years' or in ten years time? Or does it reflect a 
current vogue in design?" (Kuwayama, 1973).
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The trademark has been designed in 1972, and since that time, no public 
research on its validity has been done. To decide upon a trademark’s 
contemporaneity is not an individual decision. The corporation has to 
commission a pubhc research organization such as Gallup, Kamar, Piar 
and Sonar, to judge the contemporaneity o f the trademark. These 
research companies have been established approximately in the past ten 
years time in  Turkey. But in this particular case the company did not 
arrange any research to judge the trademark in terms of company image.
"Memorability: Does the mark im part a strong, lasting 
impression? Is one look enough for it to be remembered?" 
(Kuwayama, 1973).
As mentioned above to investigate the memorability of the trademark, 
the company may refer to research organizations. Since stylized 
typefaces are used by many companies and organizations, the abstract 
symbol of GURl§ is not a particularly memorable one. The company is 
remem bered m ostly with the main typographic element. Yet the 
curvilinear type face o f the main t3^ ographic element does not relate to 
the operating field. So the company could utilize a new type face which is 
more suitable to its operating field.
"Reliability: Does it suggest that the company bears a sense of 
responsibility to society, and has the trust o f society? This is 
difficult point to judge when the design is an abstract one" 
(Kuwayama, 1973).
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Referring to the analysis phase o f G U Rl§ tradem ark’s graphical 
composition, it was clear that the trademark is unbalanced. Especially 
for companies which are dealing with construction since buildings 
constructions need to be balanced the trademark needs to give a feeling 
o f balance. In this case, the intended image and the conveyed image do 
not match because o f the visually imbalanced trademark, ha other words 
the idea that the trademark gives to viewers is, does not correspond to 
the company's operating field and the image that particular field 
requires.
"Utility: Would the mark be capable of easy, fool proof use or 
would it have an undesirable different or confusing appearance 
i f  turned upside down or seen left-to-right? Is it difficult to 
determine which is the top?" (Kuwayama, 1973).
The trademark may appear confusing when applied to some transparent 
material such as glass and plexiglas. Although the link differs the 
directions of right and left; fi-om a certain distance, an ambiguity in 
perception may occur.
"Regionahty; Does it show a sense of the international, i f  this is 
important to the company? Or does it show strong regional 
features, such as when the mark is used for tourism  
promotion? Will people in other countries of the religions and 
cultures, read meanings into the mark which are not 
intended?..." (Kuwayama, 1973).
In terms o f regionallity it can be said that the stylized symbol "G" can
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remind the viewer, of an authentic Turkish kilim motive. In this context 
one can speak o f regionallity. This can he seen as an advantage for the 
company in terms of creating familiarity between the trademark and the 
regional culture. The symbol carries folMoric meaning; yet the operating 
field o f the company certainly is not related to folklore or tourism.
When "GUE,1§" trademark is analyzed in terms of corporate identity, the 
questions o f Kuwayama, obviously becomes important. Some design 
issues such as consistency, gestalt and repetition can also be applied to 
the analysis of a company, in terms of identity and image related to the 
trademark. By utilizing this design terminology we can add other 
questions.
Is repetition being used as a design strategy? For instance, is the name 
GU Iil§ and the symbol consistently being used in all the letterheads? In 
this case we found out that the company GUE.1§ tends to change the 
colors and doesn't utilize the strategy o f repetition to its fiiUest extent. 
The use o f color is not consciously repeated. It is observed that the values 
o f color accidentally change in different media. The usage o f trademark 
also changes on letterheads, it was observed that the company possesses 
different letterheads with different graphical composition. Even the 
board o f directors have different business cards with different graphical 
composition.
Another question can be the consistency; is there a visual consistency in 
the usage o f the trademark? In case of GUE.1§ this question perhaps can 
be answered as both "yes" and "no”. No because as mentioned above there 
is a visual inconsistency in  the usage o f the trademark. Yes because 
when the company structure and the history was researched, similar 
inconsistencies were observed in the company structure and strategies.
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So one can actually speak of matching image and identity. In other words 
one can speak of a consistency in inconsistency.
Can GUIlI§ trademark be improved? Yes it could be improved both in 
terms o f design and usage. It also certainly would require that 
organizational strategy o f GUEl§ should he improved as well. Yet there 
is a good chance that an in-depth research to improve the trademark 




The issue o f identity versus image, and its graphic representation is a 
complex matter. Representation was always essential and important 
for commercial organizations in the post war era. Today in developing 
countries and especially in Turkey, companies and organizations do 
not pay much attention to their representation in terms o f their image. 
As a result they have problems such as the conflict o f identity and 
image. The written material used in preparation o f this research is 
based on the norms o f developed economical models. Yet certain 
specific problems mentioned above do not exist or apply to most graphic 
products in the advanced capitalistic systems.
Today's fast developing/moving global media results in socio-cultural, 
economical and political development, contributing to the third world 
countries to establish many social and commercial trends. Within the 
development o f these trends, the issue o f organizational representation 
becomes essential. As in other developing countries, the companies in 
Turkey látely tend to accept and adorn the importance o f the company 
representation along these developing trends. Today large Turkish 
corporations such as Koç and Sabancı, are consciously trying to 
establish their corporate image and being aware o f the profits o f a 
positive company image. Most identity and image concepts are taken 
from western world and are tried to be applied to Turkish cultural 
phenomena as a synthesis. In many cases the graphic ÍTrnícr¡p.s o f 
organizations are developed in the west. The graphic images o f Koç, 
Hürriyet and Emlak Bankası are some o f these cases. This process 
most o f the time brings its own problems. As corporate images have to 
be custom designed, for different companies, it may also have to be
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custom designed for different cultures. The synthesis may not work in 
all cases.
This research is intends to give a direction and avoid the conflict of 
identity and image for companies operating in developing countries.
Consequently the topics in this research are compiled according to a 
company's needs towards creating a positive company image. The 
importance o f organizational data that makes up the identity in 
conveying a positive image and a concise methodology o f creating an 
image is mentioned. Different kinds o f identities and their structures 
are also discussed, which I believe will contribute to a company trying 
to clarify its identity, aiming to convey it to the public. The issue o f 
reflecting the identity in different ways and the profits o f a positive 
image are discussed so that a company may find its way in conve3dng 
its identity.
Matching the organizational image to the organizational identity and 
having to convey a positive organizational image can be a questionable 
idea on ethical and philosophical grounds for designers. How to 
represent positively or whether to represent a company operating 
morally questionable fields/identity such as a fire arms producer or a 
company dealing with nuclear waste, becomes a moral question for 
designers o f corporate identities. In other cases m any other 
questionable company identities, in case o f disorganized or unfocused 
companies, a corporate identity program changing the graphic image 
o f the organization sometimes tends to have a positive effect on the 
organizational structure and identity of the company.
Trademark, a concise message o f a company is, a graphic design 
product and can be analyzed within the realm  o f design issues-
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principles. These principles combined with principles specific to 
corporate identity programs can be applied to analyze the relationship 
o f the trademark to the company image and identity. All these criteria 
o f analysis are developed in order to create positive organizational 
images. Furthermore these criteria of analysis can be used to improve 
existing organizational images both in  form and the way they are 
utilized.
One can go deeper to these issues and develop m ore detailed 
methodologies for the purposes o f creating a positive image, but I 
believe this research may establish a basis to the companies in their 
effort to adorn the issues of image and identity.
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The company was established in 1958, with the name GÜRl§. It was a 
construction company but later changed to a joint-stock company in 
1972. Since that year the company most o f the tim e served to 
government- run organizations such as General Directorate o f State 
Hydraulic Works (D.S.I.), General Directorate of State Railroads, Ports 
and A rports  (D.L.H.) and General Directorate o f Turkish Electric 
Authority (T.E.K.).
We see that the company has a tendency to work with government-run 
organizations. Although it seems like the company is concentrating to 
one point o f income, this is not the case. Whenever the board o f director 
finds the opportunity to work with a reputable private company, did not 
hesitate to work.
In 1980 when most of the Turkish contractors were working out side o f 
the country, GÜRl§ has decided not to work at abroad. This could be a 
signal of the company's conservative attitude. But some years later 
G Ü R l§ MACHINERY which is a subsidiary company, changed the 
conservative attitude and established a Haison office both in  Baghdad 
(Iraq) and D üsseldorf (Germany). Both the m achinery and the 
construction companies have worked abroad until the Gulf-War 1990. 
During the war years GÜRl§ did not attempt to work out side o f 
Turkey. This attitude could concerned as the extermination o f some 
risks.
APPENDIX A: HISTORICAL INFORMATION OF GÜRt§
CONSTRUCTION AND ENGINEERING CO., INC.
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Today G U R l§ CONSTRUCTION has some m ajor projects under 
execution such as Ankara Metro and Kiralkizi irrigation projects. The 
list o f some completed jobs will be placed in the following pages.
As a result the corporation has a tendency to work with government- 
run organizations except the reputable private ones. It is clear that the 
company has a conservative attitude and we can conclude that the 
company wants to be in a slow and safe development process, without 
taking some risks. During the short dialogue the board of director was 
a lso  e x p la in e d  the case as; "As a ll th e  o th e rs , 
G U R l§ CONSTRUCTION is also intended to keep its growth by 
compensating some uimecessary risks"
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APPENDIX B: ORGANIZATIONAL CHART OF GURi§
CONSTRUCTION AND ENGINEERING CO., INC.
THE ORG-MIIZATIDH CHART 0? "6[)R|§ JHJAAT VE KOhENDISLIK A ,?.“ 
C0KSIRUCTI0.S' A.VD ENGINEER ICG CO.. INC.)
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APPENDЖ С: LISTS OF JOBS COMPLETED BY GUEi§
CONSTRUCTION АЖ ) ENGINEERING CO., INC.
\





COST OF PROJECT (USD) 
(With the rates of the 
year of unit prices 
used in the contract)
O.S.I.
GE NE RA L DIRECTORATE OF 
STATE HYDRAULIC WORKS (3)
AN KA RA WATER TREATMENT PLAHT/AHKARA
Turn-key construction of a wa te r treatment plant of 564,000 cu.mt/day 
capacity and of a chlorination station at Kurtbo§azi reservoir. Consists 
of 752.000 cu.mt excavation, 376.000 cu.mt fill, 26.000 cu.mt concrete, 
41.500 cu.mt waterproof concrete, 2.530 cu.mt prestressed concrete, 
253.365 sq.mt formwork and 5.810 tons reinforcing steel.






Construction of 17 floors business center. Kain items are 11.000 cu.mt of 
concrete, 60,000 sq.mt of formwork 870 Ions of reinforcing bars.
14.10.1982 23.06.1986 ■ 13.109.680
T.P.A.O.
GE NE RA L DIRECTORATE OF 
TURK IS H PETROLEUM INC. (5)
DOOAN-WEST RAKAN SURFACE FACILITlES/S!IRT
Construction and erection of C02 plant and construction of C02 gathering 
and injection pipelines for the enhanced oil recovery project.
07.05.1384 21.10.1385 2.486.000,-
T.E.K.
GENERAL DIRECTORATE OF 
TURKISH ELECTRICITY · 
AU TH OR IT Y (6)
COAL PREPARATION AND ASH CONVEYANCE SYSTEM fAYIRHAH (2 x 150 KW) А Н Ш А




n o . 0 0 0 .0 0 0 .- F F
T.E.K.
GENERAL DIRECTORATE OF 
TURKISH ELECTRICITY 
AU THORITY (7)
HEATING AND AIRCONDITIONIHG WORKS OF fAYIRlIAN THERMAL POWER PLANT/ANKARA 
Consists of Heating and Airconditioning works for auxiliary buildings.
13.03.1985 09.07.1987 1.921.102,-
KE PEZ
A N TA LY A REGION POWER PLANTS 
CO.INC.
KANAV6AT DAM AND HEPP/ANTALYA
Construction of concrete dam. water intake structure, spillway, radial 
gates, power house, .switch yards.
This project includes 200.000 c u m excavation, 150.000 cum of concrete 
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